breakdowns, its sudden accelerations, its dark zones' provides the 'space-time scheme' for the novel, and moves 'beyond the island, beyond this story'. 34 The point at which two trains cross each other allows for Luiselli's characters to 'see' through the temporal gap that initially divides them. Her narrator describes this fleeting glimpse through the time-space divide:
[t]he subway used to bring me close to dead things; to the death of things. One day, when I was travelling home on the I line, I saw Owen again […] I was looking out of the window -nothing except the heavy darkness of the tunnels -when another train approached from behind and for a few moments traveled at the same speed as the one I was on. I saw him sitting in the same position as me, his head resting against the carriage window. And then nothing. His train speeded up and many other bodies, smudged and ghostly, passed before my eyes'. The term itself carries a multitude of meanings, and has been translated in various ways.
Rubió suggests that the French term 'terrain' connotes a far more 'urban quality' than the English definition, which most frequently associates the phrase with geological or agricultural land. He posits that the French delineation points towards a notion of expansion, and refers to 'greater and perhaps 36 Luiselli, Sidewalks, p. 66. less precisely defined territories'. 41 These are traits which also seem appropriate when considering the physical movements undertaken by Luiselli's characters as they navigate the outer limits of their spatial surroundings. She stresses that these urban absences are essential to reading and mapping a city space.
Beyond the construction and deconstruction that continuously dominates and changes the landscape of a metropolitan space, relingos have an enduring presence, and in their emptiness, gesture towards a history that is often overlooked, and simultaneously provide a space for that which is yet to come. 'A relingo', she writes, is an emptiness, an absence -is a sort of depository for possibilities, a place that can be seized by the imagination and inhabited by our phantom-follies. Cities need those vacant lots, those silent gaps where the mind can wander freely. Rhodes-Pitts recognises the spaces and gaps present within Harlem, and points out that more can be gained from reading or mapping the empty lots of this urban area than by the spaces occupied by buildings. Much like Luiselli's observations, she later describes her own fascination with the 'blank disavowed spaces' (relingos) in modern Harlem which, she notes, 'provided something beyond veracity'. an alternative discourse of 'hemispheric citizenship'. 53 He draws an intriguing connection between the Harlem Renaissance and the Mexican indigenismo movement. 54 Despite having been traditionally considered as distinctly separate movements amongst academic circles (in accordance with cultural, ethnic and nationalist categories), Luis-Brown argues that such restrictions fail to account for the multiple collaborations between writers and artists from New York and Mexico during the 1920s, which displayed converging interests that 'cut across national lines'. 55 Luis-Brown, rather, considers Harlem's transnational influence through a theoretical framework that re-appropriates the term 'primitivism', and extends it beyond common critical and 'ahistorical' limitations, and instead presents 'the analysis of cross-national cultural flows under the shadow of empire, rather than as a term that solely denotes the limited horizons of stereotypes'. 56 An example of one such transcultural collaboration is apparent in
At the same time, Luiselli's recognition of empty spaces within Harlem offers a formal textual framework.
While our spatial understanding of Harlem may be drawn from cartographical definitions, the temporal displacement of 1920s Harlem in Luiselli's contemporary texts reinforces the fact that there is still much to be drawn from Harlem's renaissance in contemporary discussion. In both aesthetic and cultural terms,
Harlem remains an intersection.
